from the literary to the theatrical medium, a larger/smaller deviation always occurs from the written language (omitting/adding/reorganising), which is dependent upon the directorial concept and the theatrical context (scenography, costumes, etc.) and also upon the expressive potential in the written text. Certain playwrights devote detailed attention to the potential enunciation of the lines, remaining aware that they describe that "which will later be spoken and staged" (Vitez 2012: 354) . This is why they choose the type of linguistic features that will organise the speech also in terms of rhythm. If the text's expressive potential is weak, it is possible to strengthen it in the staging. The actors, often on their own, consciously or unconsciously, reshape the linguistic structure of their lines when speaking (they change the word order, omit/add a word, etc.; see Podbevšek 2008: 51-60 ). The process is often overseen by a language consultant who, in line with the directorial vision, orients the entire staging to a common speech denominator and in doing so respects the speech specificity of the individual actors (psychophysical characteristics), the interpretive image of the characters and the stage context. The synergy among the mentioned factors creates a stage (speech) unity and a unique stage speech aesthetic.
BRECHT AND A RESPECTABLE WEDDING
One of the most important German playwrights, Bertolt Brecht (1898 Brecht ( -1956 , was a poet, writer, actor, director, theorist and reformer of theatre. He wrote many socially engaged plays 5 with a clear critique of the capitalist system. Through his epic theatre he aimed to morally and socially educate the public with radically different performance strategies than bourgeois theatre. Using various features (cutting the action with songs, commentaries, projections), he broke the theatre illusion (through the so-called alienation effect) and forced the spectator into a critical experiencing of the stage action.
A Respectable Wedding belongs to Brecht's early works (1919) . 6 In it he reveals and ridicules the perverse world of the bourgeoisie. Nine typified characters (The Bride's Father, The Groom's Mother, The Bride, The Groom, etc.) at a wedding banquet show their spiritual emptiness and complacency through their words and actions. The gradual demolition of the furniture, crafted by the Groom himself, intensifies the tragicomedy of the situation and symbolises the end of the illusion of happiness and the collapse of interpersonal relations. The play ends with the guests leaving, the Groom and the Bride commenting about the events of the feast, and then departing to the bedroom, where the bed also collapses.
Although "we miss the complexity, the dramatic perfection and the deeper social analysis of his later works" (Šlibar 1985/86: 74 ), Brecht's play is interesting from a theatre studies viewpoint because it announces "the theatre of the grotesque and the absurd" (ibid.). We feel the exuberance of language typical of the absurdist drama (see 4.1), namely, in the semantic structure, where the puns create seemingly nonsensical connections with a comic effect. The manner of linguistic shaping is close to everyday speech communication. The expressive potential of the text is not only visible in the dialogue but also in the stage directions.
THE EXPRESSIVE POTENTIAL IN STAGE DIRECTIONS
Stage directions or "didascalia" are the playwright's instructions for the practical context in which the dialogue should be performed. They are intended for the reader to be able to follow "the inner relations and exchanges between individual speeches and other activities" (Inkret 1986: 93) ; they help to create the virtual space of the dialogue. Theatre makers respect them only partially, since the staging dictates its own speech context.
In Svatba there are 152 stage directions; they appear in different positions with different lengths and various functions. They indicate the performers' physical actions (ga potolče po hrbtu / slapping him on the back, odmaši steklenico / opens bottle), the direction of the speech (prijatelju / to the friend, nevesti / to the bride), the way the sound is rendered (brutalno/brutally, grozeče/threatening), the end of a dialogue (tišina/silence).
In length, the first note stands out (11 sentences); it precisely describes the spatial context of the conversation and provides important details for the proxemics, 7 since the speech "of a dramatic character […] is always a speech in a space" (Inkret 1986: 94 8 A silence (also a pause) 9 concludes a speech event, delineating it from the next one and indicating the atmosphere between speeches: embarrassment, awe, tension, etc. In the written text the dialogic chain structures the conversation in the vertical direction, while onstage it structures an actor's speech time.
Silence indicates an embarrassing moment, e.g., after the Young Man's solemn speech to the young newly-weds when he attempts to get all the guests to sing: Začne peti, ker mu nihče ne pritegne, kmalu sede. Tišina (73) (266) -is also followed by silence. The guests do not respond to the concealed vulgarism; they show their negative reaction towards Father's intrusive storytelling through silence or rather by abstaining from commenting. Silence lends the scene a grotesque note, since Father's stories speak about the everyday world in which they live, yet, they want him "in that sublime moment to give up, to forget it, to delude it" (Poniž 1985/86: 72 
THE EXPRESSIVE POTENTIAL IN THE DIALOGUE

Gossip as a Stylistic Procedure
The action in the one-act play is reminiscent of a coarse Chaplinesque farce or "the slapstick comedies of silent film" (Šlibar 1985/86: 75) : breaking chairs and tables, the response of the wedding guests to vulgar jokes and sexual innuendos. The unrefined comedy of the external action is complemented by the dialogue's witty puns, selfreferencing (the guests discuss Brecht' Receptions , which the Husband reveals rather tactlessly. The characters play out speech and behaviour patterns, they talk but have nothing to say, forced as they are to maintain the pointless conversation in order to preserve their bourgeois appearance and conceal their spiritual emptiness. The action intensifies grotesquely and the truth is finally bared in the closing dialogue: the Groom and the Bride -when left alone -"replay all that happened […] in words" (Poniž 1985/86: 73) and comment on their failure with Saj je vseeno / It doesn't matter and Nič hudega (90) / Who cares (282).
Interruptions
Interruptions are a prominent linguistic tactic. The exchange of lines takes three forms: the current speaker gives another person the chance to speak; the second speaker decides himself that he will speak; nobody decides to speak (omission of a line) -collectively creating an "interturnus break" (Katnić Bakaršić 2003: 55) .
In Svatba, the second form of interruption is most frequent: different characters intentionally interrupt the Father's repetitive attempts to tell a story associated with the events at the wedding feast. When the Mother brings the codfish to the table, it reminds the Father of an uncle who choked on a fishbone. As everyone knows the Father's passion for storytelling, the Bride already interrupts him after his short announcement. But he persists. He starts to tell the story, then the Mother interrupts by telling her son to take the tail. But the Father is not thwarted and tells the story even more elaborately. The Mother interrupts the Father again by asking the guests how they like the food; he tries to fight for his speech space, but the Mother interrupts again. The action continues in this way until the Father nevertheless finishes telling his tale. OČE Krili in postaja zmerom bolj modrikast, kot kakšen krap, pri tem prevrne vinski kozarec in nas neznansko prestraši, lopnemo ga po hrbtu, tolčemo, kamor prileti, in on, on ti bruhne čez celo mizo. Hrane se ni pritaknil nihče več -mi smo se pa zabavali, zunaj smo vse sami pojedli, navsezadnje sem bil jaz birmanec -torej, čez celo mizo, in ko smo ga srečno spet spravili k sebi, je rekel z globokim, zadovoljnim glasom, imel je krasen bas in je pel v zboru, tudi o tem vem imenitno zgodbo, torej, rekel je -FATHER Flapping and turning as blue as a carp and knocks over a wineglass and scares everybody out of their wits. We thumped him on the back, gave him a good going over, and he, he threw up all over the table. We couldn't go on with our dinner -we were delighted, we ate it outside later on all by ourselves, after all it was my confirmation -anyhow, all over the Already in the first story, interrupting the Father becomes a visible linguistic and dramaturgical tactic that significantly contributes to the formation of his character and as a repetitive dialogic pattern gives the entire text a specific rhythm.
Song as Interruption The insert "Balada o deviškosti v duru"
11 (sung by the Friend) represents a special type of interruption of the conversation.
12 The ballad consists of 5 rhyming 7-line stanzas. The penultimate stanza has 9 lines, 2 of which -in parentheses -vulgarly describe a hasty sex act, the brackets signalling the fleeting insignificance of the deed.
The poem tells the story of a groom who does not dare desecrate his bride's virginity before the wedding. He therefore finds other means of satisfying his craving. The Bride also finds herself a guy: dedca in pol / No shy, shrinking violet, he, who wastes no time in "doing" her: se je z njo poravsal, / kar na štengah jo pokavsal! / Spread her on the stairs and banged her / Laughing at propriety. Both are thus satisfied that their "chastity" has been preserved until the wedding. Laughter follows the song (Žena se smeje / Wife giggles), the Groom wants to move the conversation in a different direction as soon as possible, since the song hints at the question of the Bride's own chastity.
The Length of Utterances
The utterances in Svatba are mostly short (1 line, often partial) or medium (2 lines, usually partial), thus, long utterances (over 3 lines) are even more noticeable. Father's utterances are especially long; the longest is 21 lines (74/265), the Husband's affective description of life with his wife is 15 lines (86/277) and the Young Man's solemn speech is 12 lines (73/264). Long utterances express the desire to dominate, egocentrism or a speaker's individual style. The effects can be varied: "they can elicit boredom or unfriendliness," sometimes they can also be acceptable (Katnić Bakaršić 2003: 56) . In Brecht's play, the listeners generally respond to the Father's longer utterances by interrupting him or changing the topic or doing both. Short utterances prevail, which signals a faster conversational rhythm. 
Linguistic Elements of Spontaneous Speech
Brecht's linguistic shaping of the dialogues strives, both vertically and horizontally, to create a feeling of spontaneity. Spontaneous speech is a type of spoken language 13 actualised as "an acoustic interactive event, […] largely unprepared in advance, happening in real time and impossible to separate from the circumstances in which it takes place or arises" (Zemljarič Miklavčič 2008: 93) .
The actor's speech is based on a written text and is not spontaneous; at least the actor speaks a text prepared in advance and responds to reactions of co-actors prepared in advance as well as to an external linguistic context prepared in advance. Because he is aware of the characteristics of spontaneous speech "he can also imitate all of its features in a [...] non-spontaneous text" (Verdonik 2007: 11).
13 Spoken language can also be realised as reading aloud or as a memorised text.
Entire text -527 utterances
Short -435 Medium -75 Long -17
Creating a feeling of spoken spontaneity is an important characteristic of the contemporary stage speech aesthetic.
14 The written linguistic marks in the dramatic text help actors achieve spontaneity, especially with effective, text and stage appropriate prosody. Generally, as Verdonik observes (2007: 11), there are not many linguistic indicators for spontaneity in written texts, but because a dramatic text has inherent expressive potential, these kinds of marks are not so rare and do not go unobserved.
4.5.1
Deixis and Discourse Markers In Svatba, the conversation is anchored in a situation that the speakers share (a wedding banquet); therefore frequent deictic terms create textual coherence through their reference to people, spaces, time and context. In texts we find "personal (I, you), temporal (now) and spatial (here)" deixis (Katnić Bakaršić 2003: 15) . Deixis is connected to the dialogic nature of the drama and to its dominant time of the action, which is the present. Discourse markers allow a larger expressive potential: torej/so, anyway, no/well, seveda / of course. These expressions show the speaker's attitude to the subject, to the co-speaker, his emotional engagement, "the connection of the discourse to the context" (Zemljarič Miklavčič 2008: 96) . They often signal the beginning, the continuation or the end of an utterance; with them, a speaker can hold the listener 's attention: No, kako vam tekne riba? / Well, how's the fish?, Torej, polenovka, a ja, rekel je (69) / Anyway, the codfish, oh yes, he said (260). In Father's story about the uncle who choked on a bone, torej 16 as a continuity marker is used seven times and it also has a rhythm-producing role.
4.5.2
Corrections, Repetitions, False Starts Noticeable linguistic marks of spontaneity in Brecht's text include corrections 17 or rather 'errors' in the syntactic structure -incomplete thoughts, repeats, changes to syntax. By correcting, the speaker "reveals the processes that take place in the production of speech" (Verdonik 2007: 121) or "simultaneously, while speaking, plans how he will continue the statement" (ibid.: 123). An ellipsis often indicates the processing of a thought : Jajca, hehehe, jajca, to je, hehehe, zelo dobro … jajca, to je izvrstno; sicer, hehehe, sicer ni nič, hehehe, to je izvrstno …, hehehe (72) / Eggs, hahaha, eggs, 14 In the early 20 th century, actors' speech moved away from spontaneity as a means of differentiation from everyday speech. Actors "by using facial expressions and gestures […] exaggeratedly exposed some prosodic features […] and with that gave speech an unnatural sound image" (Podbevšek 2010: 233) . 15 The epic speaks "of events separated from now and here" (Katnić Bakaršić 2003: 17) .
16 In English anyway is used twice, anyhow twice and so twice in this same speech.
17 Dysfluencies is also used, see Clark 2002. that 's hahaha, rich … eggs are rich, marvelous; otherwise, hahaha, otherwise it's no good, hahaha, that's really marvel lous … hahaha (262) . Repetitions here are a sign of reticence -the character does not want to state his lewd thoughts; dysfluency offers an effective speech realisation. Repetitions, false starts, incorrect continuation are characteristic especially for the Father, who is fighting for his speech time (see 4.2.).
AN ACTOR'S SPEECH REALISATION
In their interpretation of their lines, the actor gives meaning to the written material mainly with the appropriate use of prosodic features (pauses, stress, tempo, etc.). Through these techniques he creates a feeling of speech spontaneity that can be intensified with the changing of lexis and syntax. I will cite a short section of Father's line.
Written text:
In the spoken realisation the actor repeats, adds, omits, or exchanges words, changes formulations, and in doing so enhances speech spontaneity, which is also co-shaped by prosody, especially pauses with their production of rhythm. The speaker breaks the sentence Poližite mi / Suck my … into two parts with a long pause, an even longer dramatic pause follows mi/my, in which the speaker's facial expression impels the wedding guests to complete the thought (ga/dick), then he himself says ga/Richard very loudly and says the entire sentence (Poližite mi ga / Suck my Richard), bringing the story to its speech-dramaturgical peak. The apparent linguistic redundancy -the meaning is conveyed by means of intensive prosody in combination with (numerous and long) pauses and, in some parts, loudness and tempo (agogics) -creates a feeling of a spontaneous speech event, blending in with the external action.
CONCLUSION
Using the example of Brecht's play the article has illustrated the presence of a matrix of expressive potential in a dramatic text, shown in the stage directions and the dialogues, which reveal elements of spontaneous speech (interruptions, deixis, etc.). Recognising signs of spoken discourse in a written text is imperative for its performer. In comparing the written text with the stage speech realisation we see that the text's expressive potential helps to stimulate the actor's creativity in adapting the prosodics and the lexicalsyntactical structure to the stage context.
Translated into English by Jana Renée Wilcoxen.
Abstract THE EXPRESSIVE POTENTIAL IN THE LINGUISTIC STRUCTURE OF A DRA-MATIC TEXT: BRECHT'S A RESPECTABLE WEDDING
The article discusses the linguistic shaping of a dramatic text and its influence on the text's stage speech realisation, using the Slovenian translation of Brecht's one-act play A Respectable Wedding as an example. A dramatic text typically has a specificand also graphically visible -textual and linguistic structure that indicates its speech intention. A linguistic analysis of Brecht's text reveals a great expressive potential, both in the stage directions (especially the stage directions for pauses, silence, spoken realization) and in the dialogue (characteristic linguistic elements of spontaneous speech). A short comparison of the text with the stage speech performance shows that the actor used not only prosody (especially pauses) to semantically enrich and rhythmically organise the written language, but also linguistic interventions into the lexical and
